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INTRODUCTION
The work done this summer represents the ideas
I have concerning art. My search for a contemporary
image has led me to my current direction.
My work represents an optimistic view of the
advances in technology and industry. I have found
the industrial materials best suited for the results
I want. I am concerned with the use of these materials
and transforming this into art. It has been my desire
to have each work represent itself.
The use of new materials, techniques and methods
was exciting. This, in fact, outweighed the excitement
of constructing the concepts. It is this area of dis
covery where the artists have become very close to
the scientists.
It is feared, and perhaps with reason, that art
of this nature will eventually make art obsolete. The
ideas will be all that is important and the construction
of the ideas will not be necessary. I will let you
decide your own conclusion.
This summer has been the climax of my studies at
R.I.T. I feel it represents my total growth. It has
always been my contention that upon reviewing the
M.F.A. , an artist should have developed his facilities
and ideas to a point where he is ready to pursue his
direction. Let's hope this is the case.
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I. Purpose of the Thesis:
The purpose of this thesis is to explore the
use of stretched canvas, aluminum and plastics
in a series of paintings and to develop the
use of modular construction in paintings done
in relief.
II. Scope of the Thesis:
One of the main interests is in the development
of a personal and contemporary image in my work.
This involves the use of contemporary materials
and methods. The juxtaposition of arcs and planes
is developed by stretching canvas over constructed
frames and the use of polished aluminum and
plastics. Also, the use of modular construction
where a central theme is repeated and this
repetition becomes a predominate characteristic.
I would construct these in three dimensions
creating forms in relief. The effect of the
work would depend on competence of execution.
This would require the study of the methods of
working with various materials, including visits
to factories. It would be necessary to acquaint
myself with work, both historic and current. This
VII
I would do in a series of no less than six
major works.
III. Procedures :
The first step would be to organize my goals
and purposes. Then I would research and study
the various ways to work with the materials.
It would be necessary to study past art
history, contemporary construction and ar
chitecture where modular construction is used.
The next step would involve experiments with
various materials in juxtaposition to work in
harmony with each other. After the study of
these possibilities and limitations, I propose
to construct a minimum of six major works. The
report would consist of the notes, sketches and
photographs of the development of my study and
the exhibition of my work - including pre
liminary works, studies and the final con
structions.
IV. Alternate Proposals:
1. One large painting which could be used in
commercial building.
2. A series of paintings with a direct re
lationship to sculpture.
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BACKGROUND TO THESIS
The work done for my thesis represents the re
sults of progressive decisions and approaches to my
painting over the last five years.
The first summer consisted of a series of paintings
of a romantic nature. They were the figurative with
emphasis on involving myself into the art. The action
of painting was important which was a direct influence
by the abstract expressionists. I was influenced by
some of the West Coast painters such as Bischoff ,
Wonner and, particularly, Oliveira. Even at this
time there were hints of things to come. I was con
stantly injecting geometric shapes into the canvas.
Between this summer and the next, there was a
major change in my direction. Writing this paper has
made me look into why I stopped being interested in i
pursing this action painting and doing a complete
about-face into geometric paintings.
My undergraduate painting was taught with great
emphasis on the abstract expressionists. Of course,
it was only natural that Kline and deKooning would
be my heroes.
In 1958 I saw my first Carnegie International
Show. For the first time I encountered a real
Guston. Abstract expressionist doctrine was now
a bible.
There are several events, which as I look in
retrospect, which changed my directions. Now I
was living in a city. There are no hills behind
my apartment, only more apartments and an intriguing,
huge natural gas tank surrounded by structural "I"
beams. I met other artists who were painting in
geometric shapes. I began to notice and admire
works of Rothko, Rhinehart and Newman. I was
particularly excited by what some of the younger
artists were doing at Park Place. Painters such as
Grosvenor, Valledor and LeWitt were creating ex
citing new images. I became more interested for
order in my work and the painting became more im
portant to me than me as a painter. Also, I feel
there was a reaction against the drips of the a.D-
sc_.act expressionists, the sloppy and impermanent
of Morris, Smithson, Judd and Larry Bell have
had a great impact on me with their use of new
materials and concepts.
So far in my writing, I have attempted to
give you a background to my present work. Now I
will break down my work for this thesis into what
I feel are the important elements.
Basically, my work concerns itself with geometry.
Geometry helps in giving my work a feeling of order.
It also helps to divert itself from nature and
creates its own presence. Mondrian says,
"that all painting is composed of
line and color. Hence, they must
b freed from their bondage to the
limitations of nature and allowed
to exist for itself." L
Geometry permits me to establish relationships
I want because the emphasis is on a 'painting as
object* where the stripes, forms and masses of
color are integrated to itself only. Concerning
this creation of an idea and work of art which re
presents only itself, G. C. Goosen writes,
"The 'real* of today as it is posited
John Canaday, Mainstreams of Modern Art
(New York, 1959), p. 490
5
by this new art has nothing to do
with metaphor, or a symbolisim, or
any kind of metaphysics. The spec
tator is not given symbols, but
facts, to make of them what he can." 2
Woodham states this in connection with the use
of geometry in a painting:
"Geometry is simply a statement of its
own space and so quite self-sufficient,
free from allusion to Nature and its
references. So it has no predetermined
scale and is relieved of the inhibiting
need for an appreciation of the convention
that belongs to any form with a ' reference ' .
This difference - or freedom - allows in
finite adaptability and makes it presented
size (that is, the size chosen by the
artist) final. The significance of scale
and reference has then to be identified
individually within the process of ob
servation, and the responsibility cannot
be grafted entirely, as a system of
references, onto the sculpture." 3
The geometry used is not based on a set formula
or mathematics, but rather intuitively such as Sylvia
Stone's angled plastic forms. Tony Magar's anti-
programmatic attitude is probably the most common
one among artists who study but do not imitate science:
"When I read math books, I find myself reinterpreting
most of the things, and that, to a mathematician, I'm
sure, is outrageous." *
2
Hilton Kramer, "The Abstract and the Real" New
York Times, (July
21,'
1968), 31
'
"British Sculptors," Arts Magazine. (Dec., 1965) 17
4
Lucy R. Lippard, "Perverse Perspectives," Art
International. Xl/3 (March, 1967), 31
This intuitive approach I use is also shared
by Frank Stella. His present work does not adhere
to pure symetry. They seem to "emerge from a highly
developed formal intelligence rather than specific
knowledge applied". 5
The work I have done is usually based on an idea.
The problem is to express it so it is apparent to the
spectator. One of my shortcomings, I feel, is that
my concepts are too complicated. It is not necessary
to have complicated ideas. Sol Levitt states:
"The ideas need not be complex. Most
ideas that are successful are ludicrously
simple. Successful ideas generally have
the appearance of simplicity because they
seem inevitable." 6
Dab Flavin did a flourescent piece, The Nominal
Three, which was simply a progression of 1, 2 and 3.
One of my most successful works this summer was one
where the black square is surrounded by red with the
same red used on the surface of the plastic to create
lines. Mondrian also speaks of this desire for
simplicity:
"Painters striving for universality of
expression have always simplified forms.
Lippard, op. cit.. p. 31
Lucy R. Lippard and John Chandler, "The Dematerialization
of Art," Art International, (February, 1968), 34
The simpler the form, the more nearly
it is universal. Hence the simplest
form of all, the rectangle, must con
stitute the sole form if painting is
to achieve universality." 7
Color is probably the works' most important
element. There is no texture. There exists only
form and color. Even the surface has, to a great
extent, become neutral. I want color to be "an
inherent part of the form". B By painting the re
verse side of the plastic, the smooth surfaces "tend
to fuse the color into them rather than the color
staying on the skin". 9 i would than, to accent
this, paint on the surface creating an obvious
separation and depth with the paint. I use color
to emphasize various shapes. The black is a solid
shape in painting No. 1. The red acts as a transition
to the rhythmic lines of color which extend vertically.
The lines are painted in alternating layers of paint
from background to surface. Color accelerates the
rhythm and changes our sense of the space within and
around the lines. Bolus states:
"Variations of weight, illusions of
density, of opening and of shutting,
7
Canaday, op. cit.. p. 491
o
"British Sculptors," op. cit.. p. 17
9 Ibid.
8
are managed by the interaction
of color." 10
The color becomes accented because of the shadow
created by the two layers of paint.
The dynamics of the work depends on the color.
The whole equilibrium of painting No. 1 depends on
the colors use. The large black carries the shape
and creates a strong accent on the void square
underneath,, and stabilizes the strong stripes. The
colors are not done because of a particular theory.
They are used to fit the particular shape and carry
the shape to my satisfaction. Margit Staber, in her
comments on Max Bill, discusses his color which fits
my aims very closely.
"Of course, it is difficult to say much
about these paintings in black-and-white
reproductions, as color is their vital
strength. But at least we see in the
composition the guiding system for color.
For instance: a new type of plane division
guides Two Groups from 1 to 11 (1965), with
its stripe partitions inside the diamond
shape of the canvas. What we can hardly
perceive is the perfect balance of weight
though all the heavy colors (violet, deep
red, deep green; including black are
located in the upper half of the painting
and the light ones (blue, orange, light red)
including white in the lower half. This
10
"British Sculptors," op. cit., p. 17
reversal of weight without loss of
equilibrium is a striking point of
many of Bill's paintings" *-l
My colors are applied so the edges are crisp
and clean. I try to get them as perfect as I can.
The best method for this is to use a spray gun.
This reduces the influences and distractions the
artist may have in his work. This permits the
viewer to see only the work and the
effect of the artist.
Margit Staber, "Max Bill," Art International.
(May, 1966), 27
10
MM
Part II Materials
MATERIALS
In expressing my ideas it was necessary to
use the right materials. My interest in industrial
surfaces proposed new methods and techniques. Where
before I was using what are considered traditional
art materials, now the brush gives way to the spray
gun, oils become Duracryl Lacquers, canvas becomes
clear plexiglas, the illusion of space becomes
actual physical depth, and aluminum stripping be
comes an integrated part of the painting.
The plexiglas is effective for my work because
it produces the results I want. There is a clear
flawless surface. Vasa speaks of this approach to
art in his statement concerning his approach to his
art.
"I am working with mechanically applied
industrial finishes, because no classical
medium can give me this fine surface.
Through this process I can eliminate the
presence of the artist in his work, leaving
only the idea and the concept to be ex
perienced by the observer without other
distractions."
-^
The plexiglas gives me two layers of physical depth
12
"New Talent U.S.A.," Art in America, (JulyT
August, 1966) 61
12
by utilizing the surface and the reverse side.
This alone offers exciting possibilities. Philip
King writes:
"I make my surfaces smooth because
smoothness seems to express much better
the variable quality of surface texture
would get in the way, being loaded with
information about the history of the
material and revealing all sorts of facts
about how long it took to make the work,
with what tools, etc." 13
I have always been fascinated by the quality
of paints and colors used on 'hot rods' and motor
cycles. This led to the investigation of automotive
lacquers. The lacquer lends itself perfectly to
clear plexiglas creating a permanent bond. This
promotes the possibility of doing permanent work
displayed outside. The Duracryl is very versatile.
The degree of gloss can be adjusted by changing the
proportions of thinner to paint. It is possible
to have semi-transparent colors by adding Duracryl
Clear (DCA-468) to the color. I found the best way
to apply the lacquer is with a spray gun. Ed Ruda
had this amusing quote in Art and Aaerica concerning
spray guns which was exactly my first reaction.
"British Sculptors," op. cit., p. 17
13
"Speaking of technology, I just bought
a brand new one-half horse compressor-
spray unit and threw out all my paint
brushes. No nostalgia, just relief.
Results were gratifying. I could get
the gun-metal finish I wanted, nearly
perfect craftmanship , sensual, groovy,
too much,
etc." ^
The aluminum stripping is used as an integrated
part of the work. It gives the work a clean and
mechanical finish. This also helps to .eliminate
distraction, allowing only the contact between
the work and the viewer.
14
Barbara Rose and Irving Sandler, "Sensibility
of the Sixties," Art in Aaerica, 48
14
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Part III The Paintings
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DEVELOPMENT OF THE WORK
I include this section in my writing be
cause it helps clarify what I am trying to do.
The approach to my work in its development and
actual construction of the final work is an
essential and integrated part of the whole.
*
The first step (see fig. 1) is done with
graph paper. These are usually rough sketches
where a theme or idea is developed and several
approaches are experimented with.
Next, (see fig. 2) I try several of the sketches
using Cell-a-Tak paper. This paper works best be
cause it actually simulates what the final painting
will be. During this time I try to minimize the idea.
The last step, before the work of the actual
painting, consists of doing the painting on illustration
board in the color and the proportion the finished
work will be. (see fig. 3)
At this point the sketch could be sent out and
done by someone else either at a factory or workshop.
In fact, if finances were available, I would more
16
than likely do this. A craftsman who works in
this area could certainly do a structure more
perfectly.
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Preparation Sketches
Painting No. 1 was done on a rather large
scale, measuring six feet. It posed many problems
to construct this. I divided it into two modules.
These modules are bolted together from behind which
makes transportation of the work easier. The large
black square acts as a mirror and reflects its en
vironment and even the viewer, depending on the angle
of viewing. The lines are painted on the front of
the plexiglas. This gives actual physical depth as
well as the space created by the color.
21
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Painting No. 2 was done in three modules of
three foot squares. The change here is on the
perfect symetrical balance. This painting was a
continuation of ideas I had in painting No. 1.
23
mimm*
Painting No. 2
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Painting No. 3 was an investigation into the
effects of the same color repeated on both sides.
The red on the front is the exact red as applied
to the reverse side. The nature of the paint on
the surface of the plastic and the paint of the re
verse side of the plexiglas actually produces two
reds. It also takes advantage of the shadow
created from the 1/8 inch separation of the two
colors.
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Painting No. 4 included the investigation of
the curved line. It also produced an effect not
previously done. The violet triangle was painted
on the front in a semi-matt against the black which
was painted on the back producing a highly reflective
surface.
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Painting No. 4
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Painting No. 5 uses the same square theme
painted at different angles. This was an attempt
at using a single motif and repetition of this
single element.
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4In painting No. 6 I introduced reliefed forms *&
with wood. The result was not as good as I had
anticipated. The wood was foreign to the polished
plexiglas. Also, it was not substantially more
'
effective than painted stripes would have been.
This relief would best be done by actually shaping .4
g
the plexiglas.
31
am B9BH|H jp MS4P_
.;,
m .a
ii_l
HH-8H
844*8
I
m
BBS
;: ; 1 H#PX .' __%4i$ISBBBjffi
saws
"';./;4
a* tS&Ki
...4 Iip4.i-*..:;:-
| , its ^^s flf g-agP ffil^sPsl.
I Ia-... i
Painting No. 7 was based on the division of
the triangle into two equal triangles with the
square, which divided would equal the same as the
two triangles.
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Paintings Nos. 8 through 12 are a group of
small paintings. I was particularly excited about
the possibilities of No. 10. The plexiglas is set
apart from the wall by being enclosed in the wood
center. This type of structure could easily be
done as sculpture.
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Painting No. 12
Part IV Conclusion
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CONCLUSION
I have, in the Background to Thesis, tried
to express my conclusions as to what I am trying
to do in my work. I feel a greater insight into
my thesis can be obtained by reviewing the photo
graphs of my work and the section on the development
of the sketches.
For my work, this thesis has been most re
warding. Not so much because of what I have done,
but what lies ahead. I remember listening to Ed
Ruda talking about this. He stated to the effect
that when the painting is done, it is obsolete and
the excitement of the next begins. David Grey wrote:
"When I complete a piece of sculpture
to my satisfaction, I begin
another." 15
The discoveries to come in continuing my work
in the new materials to come out of science and
industry will be most exciting. People often feel
work of this nature is cold and impersonal to the
artists. This could be because there is more of a
demand on participation by the viewer. Also:
15
"Art in America," op. cit., p. 67
39
"More time must be spent in immediate
experience of a detail- less work, for
the viewer is used to focusing on de
tails and absorbing an impression of
the piece with the help of these de
tails. Secondly, the time spent looking
at an 'empty* work, or one with a minimum
of action, seems infinitely longer than
action-and-detail-filled time. This time
element is, of course, physiological, but,
it allows the artist an alternative to or
extension of the serial method." 16
I am particularly looking forward to executing
several pieces of sculpture to be erected outside.
16
Lippard and Chandler, op. cit., p. 31
40
BIBLIOGRAPHY
**" ** International. (February,
^British Sculptors." Arts Magazine. (December, 1965),
Canaday, John. Mainstreams of Modern Art. New York, ,New York: Simon and Schuster, 1959.
Kramer, Hilton. "The Abstract and the Real." New
York Times. (July 21, 1968), p.31.
Lippard, Lucy. "Perverse Perspectives." Art Inter
national, (March, 1967), 28-33.
Lippard, Lucy and Chandler, John. "The Dematerialization
of Art." Art International. (February, 1968), 31-36.
Rose, Barbara and Sandler, Irving. "Sensibility of
the Sixties." Art in America. (January-February.
1967), 44-57.
Staber. Margit. "Max Bill." Art International. (May,
1966), '25-28. ' '
Related Materials:
Alloway, Lawrence. "Background to Systemic." Art
News, (October, 1966), 31-33.
Baljeu, Joost. "The Hegelian Romantic Negation in
Modern Plastic Art." Art International , (February ,
1966), 24-34.
Bourdon, David, Darby, Bannard. "The Potentials of
Color." Art International, (May, 1967), 36-39.
Perreault, John. "Union-Made." Arts Magazine, (March,
1967), 26-31.
41
